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THE ART CONTEXT IN 2011

Numero Cromatico was founded in 2011, at 
a very peculiar historical moment. The whole 
world was going through a profound econom-
ical and cultural crisis that originated in the 
United States to then spread over our country 
with severe consequences. A recession that 
saw its darkest years from 2006 until 2013, 
with major drawbacks in many fields, includ-
ing that of art.
The Italian contemporary art system reached 
an economic and cultural deadlock and we felt 
there was a lack of a lively debate apt at pro-
ducing innovation in the art world (Gagliardi, 
2012). On top of that, some topics that were 
crucial to us, namely research, the relation-
ship between art and science, the theme of 
the avant-garde in the modern world, the in-
teraction between the artwork and the view-
er, and the very concept of creativity, they all 
seemed to be of no interest to the art world 
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(see: AA.VV., Nodes 0, 2012; AA.VV. Nodes 
1, 2013). Then again, we witnessed the onset 
of approaches that were defined as interdisci-
plinary, yet, to us, they seemed vague, mainly 
linked to the use of the latest technologies in 
art production, for marketing purposes, and 
the aestheticisation of scientific discoveries. 
Consider that 2011 was the year in which the 
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THE FUTURE WILL NOT WAIT FOR US ovvero IL 
FUTURO NON CI ASPETTA (2023) is an exhibition, as 
well as an installation, an image, a path.
In the gallery space, the collective presents an unprece-
dented project that delves into some of its latest, crucial 
research topics – interaction, the artist expressive absti-
nence, minimalism in art production, the public’s per-
ceptual activation through the senses, the construction of 
enriched artworks and spaces, the natural-artificial rela-
tionship. 
This is the collective’s first solo show in the gallery and 
its second project presented at T293, with the first being 
Potrei diventare parte di te as part of the Also on view 
programme (2022). Numero Cromatico displays a body of 
large-scale artworks from the series Tulips – visual twines 
of images and texts, created using algorithms and Artifi-
cial Intelligence and made of free-to-move plastic tiles.
This series further expands the research path undertaken 
by the collective in recent years, along which experiment-
ing with materials has become a tool for the physical and 
synaesthetic activation of the public. The artworks exhibit 
abstract modular drawings as well as texts generated by 
the collective’s AIs.
The exhibition invites the public to move through space. 
When approaching the artworks, one can grasp the more 
abstract features, namely colour and texture, whereas the 
drawings and texts can only be appreciated when  walking 
away from the artworks and by standing from very specif-
ic viewpoints Along the exhibition path, it is also possible 
to touch and literally walk through the large artworks, as 
well as stop to watch their movement or listen to the sound 
they produce. 
The past and the future, traditional materials and tech-
niques, are merged together and give life to a new form – 
physical and intellectual – that Numero Cromatico offers 
to the public as the starting point for a reflection on who 
we are and who we will be tomorrow.

Abandoning the front view of the artwork, modifying the 
relationship between the text and the support material – 
which implies the specific manual skill of weaving – fos-
tering an active relationship between the public and the 
artworks on show and, above all, producing very large 
artworks: these are factors not often explored by the latest 
generation of Italian artists, who tend to display, instead, 
a rather hesitant and mimetic vocation when dealing with 
exhibition spaces. 
For their first solo exhibition at T293 gallery, which goes 
by the name THE FUTURE WILL NOT WAIT FOR US 
ovvero IL FUTURO NON CI ASPETTA and was opened 
a few weeks after the closing of Eternal struggle of my 
desire – the collective solo show at Crypta Balbi curated 
by Spazio Taverna – Numero Cromatico showed courage 
and vision in abandoning a five-year comfort zone to ex-
periment with new materials and new languages.

A project by Numero Cromatico 
On view from January 13 until February 24, 2023 
T293 gallery
Via Ripense, 6 - Rome

The photographs and the projects on the following 
pages are by Numero Cromatico

On page 12, Numero Cromatico’s short biography, 
main activities and prizes won
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Italian Pavillion at the Venice Biennale 
hosted about 150 artists. 
THE BIRTH OF NUMERO 

CROMATICO

The dynamics towing the art world 
at that time did not constitute a role 
model to us. What we had in mind was 
clear: art was considered to be the driv-
ing force for the evolution of cultural, 
social, and political thought. On this 
basis, we sought to carry out a rigorous 
project that could lead to a change in 
the art world as well as in society as 
a whole. 
We thus decided to form a research 
group by trying to define, at first, some 
aesthetic categories, strongly believing 
that art research had to confront itself 
with history, and not with temporary 
trends, tackle aesthetic issues, rather 
than pleasing the public and collectors. 
And so Numero Cromatico was born. 
The name comes from combinatorial 
geometry and graph theory. It stands 
for a formula that calculates the mini-
mum number of colors needed to fill in 
a graph so that the adjacent vertices al-
ways carry a different colour from one 
another. This was a clear reference to 
an aesthetic approach based on calcu-
lus, a rigorous methodology as well as 

scientific experimentation lying at the 
root of art production. 
Having found fellow students of psy-
chology, biology, philosophy, and 
neuroscience and some coming from 
art academies all sharing a mutual 
aim, Numero Cromatico was officially 
founded. Soon after, Nodes was also 
created – an art journal apt at dissem-
inating our research projects and our 
approach – namely the relationship be-
tween art and neuroscience – spreading 
across the scientific world, yet still ig-
nored in the art field. 
We met at Dionigi Mattia Gagliardi’s 
place, which soon turned – at least to 
some extent – into  Numero Cromatico 
and Nodes headquarters. In the early 
years, the group’s activity was mainly 
devoted to the editorial production of 
the journal and our gatherings were a 
way to put our ideas together, share our 
studies, exchange opinions, and devel-
op our research activity. 
Ten years later, when looking back at 
those first issues of Nodes, our need 
to put art at the center of the cultural 
debate and give a new definition of 
cultural, aesthetic, and semantic cate-
gories emerges very clearly. From the 
very start, Nodes was a means to build 

a network of relationships that led us, 
year by year, to connect with some of 
the most important researchers world-
wide, including Nobel prize winners 
and major research institutions. 
We were laying the foundation for an 
interdisciplinary approach to art re-
search, to be intended as an integration 
of knowledge and methods coming 
from various disciplines,  thus imple-
menting a real synthesis of approaches. 

NUMERO CROMATICO OPENS 

A PUBLIC SPACE

In 2015 we decided to rent a space that 
could function not only as a studio, 
or Nodes editorial headquarters, but 
also as gathering place and exhibition 
space, thus open to the public. 
Numero Cromatico’s first public space 
was a 200sqm-garage located in via 
Carlo Caneva, near Tiburtina station, in 
Rome. Here we hosted several events 
and exhibitions. Among those are To-
tale (2017), a group show presenting 
artworks by some of Numero Croma-
tico’s members such as Dionigi Mattia 
Gagliardi, Marco Marini, Manuel Fo-
careta, and Salvatore Gaetano Chiarel-
la; Dionigi Mattia Gagliardi. Recent 
works (2018) showcasing large-scale 

paintings from the series Test Verbovi-
sivi; Poesie (2018) by Manuel Focare-
ta presenting a selection of artworks 
resulting from the artist’s research on 
the phenomenon of social networks. In 
2018 we put on  a round-table discus-
sion called La quadratura del cerchio, 
for which we invited eight art critics 
and curators working on the national 
territory in order to dig deeper into the 
Italian curatorial approaches, so as to 
establish whether these were undiffer-
entiated or not. 
It was in that period that the group 
identity started to take its shape with 
the production of artworks signed by 
the collective: Dreamask (2017), Per-
corso urbano in deprivazione visiva 
(2017), and Ritratto Atipico (2015) – to 
name a few. 
In 2018 we moved to Pastificio Cer-
ere (via degli Ausoni). At the time, we 
were mainly concerned with revitalis-
ing the city’s cultural debate through 
events, exhibitions, and masterclasses. 
Also our interviews published on ma-
jor national newspapers and our in-
volvement in exhibitions, events and 
conferences, served as an opportunity 
to spark off debate both locally and na-
tionally (Casicci, 2019; Ronchi, 2019; 
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Piselli, 2019; Seganfreddo, 2019).
Many exhibitions were hosted at Pastificio Cerere, such as 
Cieca (2019) by Marco Marini – a retrospective of Marini’s 
research – and Sergio Lombardo. Recent works on paper 
(2019) – an exhibition showcasing some of the artist’s draw-
ings on paper from the series Quiltings. 
We also promoted a series of masterclasses entitled Seminario 
and some projects aimed at mapping the local art scene, such 
as Messinscèna (2019) and Arcoscenico (2020).
At the end of 2020, during the Covid-19 lockdown, the events 
in via degli Ausoni ended with GRAN FINALE - a series of 
12 exhibitions closed to the public and only available online: 
That’s What I Do by Dionigi Mattia Gagliardi; If I Should Die 
by Manuel Focareta; Iconic Film by Salvatore Gaetano Chi-
arella; Ossessioni. Ovvero sette temi per immagini alla cieca 
by Marco Marini; Chiasma by Sara Cuono; Sul Volto by Dio-
nigi Mattia Gagliardi; Negativo by Numero Cromatico; Senza 
by Marco Marini; Simultaneità by Manuel Focareta and Di-
onigi Mattia Gagliardi; WE by Salvatore Gaetano Chiarella; 
Attempt by Salvatore Gaetano Chiarella, Sara Cuono, Manuel 
Focareta, Dionigi Mattia Gagliardi; Finale by Numero Cro-
matico. 
These 12 exhibitions summed up the research that each mem-
ber of Numero Cromatico had pursued up until that moment 
as well as the final switch to the collective identity. 
Today, Numero Cromatico is a group that works on different 
levels: as an art collective, a scientific research centre, a pub-
lishing house, an exhibition space, a graphic design studio, 
and a project having educational purposes. It is a hexahedron 
– to put it in geometric terms – a unique, multidimensional, 
multifaceted solid. 

THE ART COLLECTIVE

Numero Cromatico as an art research group is a single identi-
ty formed by many individuals. Over the years, for shorter or 
longer periods of time, many people have contributed to the 
development of the project, and, among all,  to maintaining 
an aesthetic and theoretical consistency. Currently, the group 
members are Dionigi Mattia Gagliardi, Marco Marini, Giulia 
Torromino, Manuel Focareta, Salvatore Gaetano Chiarella, 
Luisa Amendola, Marianna Rossi, Sara Cuono, Licia Masi, 
Federica Marenghi, Giulia Pucciarelli and Fedele Di Nunno. 
Each member, drawing from their own experience, education, 
and sensitivity, contributes to the creation of a rich atmos-
phere and performs activities that are well articulated and 
continually evolving. 
The collective works as an actual research lab, in which each 
member focuses on various activities that expand on many 
fields in a differentiated and heterogeneous manner, yet al-
ways pointing to a common direction. Therefore, the collec-
tive is not solely restricted to an art expertise, rather it has 
specific abilities in the field of empirical aesthetics, experi-
mental psychology, neuroscience, digital humanities, visual 
communication, and design. 

AESTHETIC PRINCIPLES 

Since its foundation, Numero Cromatico has relied on aes-
thetic principles drawing from a line of research that saw, in 
the previous century,  its initiator in Futurism and that was 
later updated by the Eventualist movement. In this perspec-
tive, the artist is more like a designer, or better to say a scien-

Numero Cromatico

I carry you inside me / The wind of change 
Tulips, 260 x 395 cm, (2022). 

The desire for knowledge 
Tulips, 345 x 395 cm, (2022).
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tist, and art creation becomes a tool for 
experimenting and assessing percep-
tion, cultural and aesthetic parameters 
(Marinetti, 1909; Lombardo, 2003). 
The artwork turns into a device evok-
ing feelings, memories, and personal 
beliefs in the viewer, while offering 
new ways of looking at the world, to 
the point that it questions the public’s 
value system and opens up to new 
perspectives. The artwork is not con-
ceived to be embedded with a specific, 
unique message to provide the public 
with,  nor to illustrate precise scientif-
ic phenomena, but rather it attempts 
at stimulating cognitive and pre-cog-
nitive reactions, affordances, and in-
trospective, emotional, and empathic 
responses in the public.
The employment of the scientific meth-
od and neuroscientific discoveries does 
not mean producing cold, aseptic, and 
“brainy” artworks. On the contrary, it 
means being able to find the best com-
position of the artwork elements. 

Numero Cromatico’s art research is 
built on a methodology that responds 
to specific aesthetic principles. The lat-
ter move along three different trajecto-
ries: a) the study of art history with a 
focus on Italian art and the 20th-cen-
tury avant-garde; b) the knowledge of 
the human brain mechanisms; c) the 
analysis of cultural and social contem-
porary phenomena. 
The tools used by the collective for art 
production are the following: a) the 
stimulation of the public’s creativity, 
with the public being usually involved 
in the process beginning with the ex-
perimental phase, as for the series Test 
Verbovisivi (2015); b) the alteration of 
the senses, as for the visual deprivation 
adopted in Cieca (2018) or the multi-
sensorial stimulation of the exhibition 
project Tre Scenari sulla Percezione 
del Tempo (2021-2022); c) the use of 
technologies or creative Artificial In-
telligences trained by the collective, 
as for Epitaphs for the Human Artist 
(2020) and Don’t You Forget About Me 
(2021).
Aesthetic principles are not to be re-
garded as universal but rather as tran-
sitory, across time and cultures, per se 
unstable and potentially perfectible. 

Interdisciplinarity 
Among the core principles of our ar-
tistic research lies interdisciplinarity, 
which we put into practice by bridging 
art history with experimental aesthet-
ics, neuroaesthetics, philosophy, liter-
ature, design, and visual communica-
tion. Numero Cromatico’s artworks, 
experiments, and publications do 
indeed account for a virtuous debate 

among these disciplines. 
Such blending has as its ultimate goal 
that of developing a wide-ranging aes-
thetic research, capable of profoundly 
influencing current and future cul-
tural values. As witnessed by history, 
the greatest artists of all epochs were 
able to integrate knowledge of various 
disciplines into their art production. 
We believe that even today such an 
approach is necessary to build a solid 
foundation on which to mold our con-
tribution to the evolution of aesthetic 
thought. 

Interaction

The idea of interaction is borrowed 
from the worlds of art and neuropsy-
chology. 
In the arts, the notion of interaction 
has been addressed by various artists 
and movements, especially since the 
onset of the avant-garde. Among the 
major advocates of this methodolog-
ical tradition is Futurism – first and 
foremost – to which we grant author-
ship for the concept of interaction 
(Marinetti, 1913), way before Alan 
Kaprow historicised the concept of 
performance (1958) and even before 
the famous event at Black Mountain 
College (1952). Beginning with Futur-
ism, many have showed interest in the 

concept of interaction, by exploring it 
in different ways, both in its physical 
and cognitive sense. Many artists and 
movements sought to establish a pro-
found relationship with the viewer, by 
using the artworks as perceptual stimu-
li to activate the public and study their 
cognitive reactions. Among these are 
the Russian Constructivists, Marcel 
Duchamp, Experimental cinema, Arte 
Programmata, Kinetic art movements, 
those artists who delved into the rad-
ical zero-resetting of all expressive 
traits of painting in the late 1950s (in-
cluding Piero Manzoni, Mimmo Rotel-
la, Mario Schifano, Yves Klein, Ser-
gio Lombardo), Scuola di Piazza del 
Popolo, Pop Art, Visual and Concrete 
Poetry (Belloli, 1959), the Conceptu-
al movement (Lewitt, 1967), in some 
cases also the Italian Arte povera (Cel-
ant, 1967) and certainly the Eventualist 
movement (Lombardo, 1987). 
Within the field of neuropsychology, 
first experimental aesthetics and, more 
recently, neuroaesthetics have offered 
different methodological, research, and 
aesthetic tools of analysis. From the 
outset, experimental aesthetics has at-
tempted to analyse formal and aesthetic 
variables, as well as the cognitive and 
precognitive responses of the public 
(Fechner, 1876; Freedberg, 1989; Zeki, 

2003; Ramachandran, 2004). From 
Fechner onwards, various schools of 
thought have played a decisive role in 
the debate on perception and its mani-
festation in the artistic sphere.
Numero Cromatico’s art production 
is characterised by artworks intended 
as aesthetic stimuli attempting at trig-
gering a critical relationship between 
the viewer and the artwork, as well 
as the viewer and their inner world. 
Never were we interested in creating 
artworks that respond to the artist’s 
personal experience; rather the focus is 
on the exploration of the emotional and 
cognitive reaction of the public. Such 
experience is to be used as the experi-
mental essence of our research. 

The artist expressive abstinence

Expressive abstinence is a concept 
formalised by Sergio Lombardo in 
his Eventualist theory (1987) and is 
part of a practice akin to various art 
movements of the latest century. Aim 
of the artist embracing this aesthetic 
paradigm is to minimise to a great ex-
tent individual expression, to drop any 
explicit personal content or thoughts 
and leave them out of the artwork. 
Constructing aesthetic devices embed-
ded with potentially ambiguous, desta-
bilising, and polysemic characteristics 

The new humanity 
Tulips, 604 x 192 cm, (2022).
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– thus open to multiple interpretations – should indeed 
be the norm. 

Minimalism

Having crossed the last century, minimalism has been 
repeatedly taken up from different perspectives: 
1) as shrinking of the constituent elements of the art-
work (Piet Mondrian, Kazimir Malevič, and post-war 
Lucio Fontana, Robert Rauschenberg, Yves Klein, 
Robert Ryman, Piero Manzoni, Sergio Lombardo, 
and many others); 2) as the suppression of the design 
phase, giving substance to what John Dewey defined 
in 1934 as “Art as Experience”; 3) as the use of sim-
ple and poor materials or techniques: from Marinetti’s 
1920 Tactile Tables onwards, artists opted for a variety 
of materials and techniques, both natural and artificial; 
4) as research on a single, fixed theme throughout the 
artist’s life.
Minimalism means leaving no room for the superflu-
ous, confusion, and arbitrariness in the process of de-
signing an artwork. This approach to art research does 
not entail formally simple, unnecessarily conceptual, 
or sophisticated artworks, but rather artworks that 
are enriched by complex components and materials, 
though within economic, ecological, and, above all, 
appropriate limits. For this reason, applying the scien-
tific method to art is our favoured line of action.

Being sensorial

Aesthetic experience is not the mere passive act of 
contemplating the artwork’s content or formal beauty, 
but rather a phenomenon that actively and physically 
engages the public, even when the interaction is not in-
tentionally physical. Human perception is a cognitive 
process that allows us to interpret the data recorded 
by our senses. It is a complex mechanism, potentially 
varying from person to person, strongly linked to the 
somatosensory system. Speaking of art today, neuro-
science refers to “embodied cognition” or “embodied 
experience” as a cognitive process highlighting how, 
when observing an artwork, vision is not the only sys-
tem to be involved, but also the motor and somatosen-
sory systems and the circuits that preside over our abil-
ity to feel emotions are equally activated (Gallese et. 
al., 1996; Gallese and Di Dio, 2012).
Appropriate stimulation of sensory memories can 
eventually trigger perception in a way that “brings” 
the viewer closer to the artwork and activates a deep 
critical and creative relationship with it. 
The bond that is forged between the public and the 
artwork is thus crucially affected by the materials, de-
vices, and tools used in art production. These elements 
do not need to be those employed by the art field so 
far, for that they are predictable and rapidly decoded 
by human perception. Traditional materials and tech-
niques – such as painting and sculpture – still awe the 
public, yet they often remain sensationalist phenom-
ena adding nothing to the aesthetic experience other 
than technical, aesthetically reassuring exhibitionism. 
Adopting materials, techniques, and technologies that 
have never been used in art before, is key to the con-
struction of an aesthetic, poetic, mnemonic, open, and 

non-reassuring space, capable of questioning the view-
er’s vision but also the history of aesthetic experience.

Enriched spaces

We reckon that the space in which the artworks are 
presented and observed must be enriched with ele-
ments capable of stimulating the viewer’s perception 
in a multimodal manner. 
Operating on the space of representation means using 
techniques, tools, and materials apt for triggering the 
public on both a bottom-up level (i.e. through the for-
mal – namely material – characteristics of the artwork, 
which also unconsciously activate the observer) and a 
top-down level (by stimulating the observer’s reason-
ing, memories, and criticism).
The space – of exhibitions and/or installations – can be 
partially or entirely affected by ad hoc arrangements. 
The point is not staging something or artificially deco-
rating the exhibition space to make it more attractive, 
but rather creating an installation that enriches the 
space so that an appropriate bond between the viewer 
and the artwork can be developed. This is why we have 
started to present our artworks in designated spaces 
which we refer to with the term “scenario”, intended 
as a “constructed space” in which various elements 
(materials, surfaces, sounds, and smells) all contribute 
to establishing a profound and active relationship with 
the spectator.

The study of emotions

The knowledge of brain mechanisms involved in hu-
man emotions provides the artist with theoretical and 
methodological tools to stimulate the public’s percep-
tion. It is through neuroscientific research that we have 
come to realise that each person’s memory relates to 
the artwork in a unique way and that the perception of 
it varies depending on the individual, their emotional 
state, their level of education, their culture, and many 
other biological and cognitive variables. These stud-
ies state that, among humans, there are certain con-
stants in the activation of primary emotions. Shapes, 
colours, materials, and some topics that resonate with 
our memory as a species, being death, love, the future, 
the fear of diversity, are stimuli that remain highly rel-
evant for the human brain in a cross-cultural manner, 
acting as powerful perceptual cues.

Being moved

In western culture – one of Christian origin – the con-
cept of being moved evokes emotional states that are 
linked to devotion, tenderness, and anxiety, so intense 
as to cause discomfort, often accompanied by sorrow 
and weeping. 
Neuroaesthetics has looked into the so interesting con-
cept of being moved for several years now (Kuehnast 
et al., 2014; Menninghaus et al., 2020; Wassiliwizky et 
al. 2015; Fiske et al., 2017; Zickfeld et al., 2019; Cull-
hed, 2020; Mori, 2021). Within this perspective, the 
artwork should move the public owing to its aesthetic, 
formal, and ritual characteristics. The artwork shall 
not be considered such for its craftsmanship, the art-
ist’s technical skills, nor the truculence of the depicted 

CONTINUES ON PAGE 8 →

Exhibition details
The future will not wait for us ovvero Il futuro 
non ci aspetta, T293, Rome, (2023).
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The desire for knowledge 
Tulips, 345 x 395 cm, (2022).
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Show me where you have been 
Tulips, 260 x 395 cm, (2022).

The new humanity
Tulips, 604 x 192 cm, (2022). 
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subject. These features do not comply 
with particular aesthetic virtues, but 
rather stem from exceptional events in 
the course of human social activities. 
The artwork is, to us, a device by 
which the public is aesthetically and 
emotionally “transported” into new, 
unprecedented territories challenging 
both personal and cultural beliefs.

The natural/artificial relationship 
There comes a time when the natural/
artificial dichotomy should be disman-
tled since all human creations (and not 
only human ones) are per se artificial. 
The very concept of “artificial” has of-
ten been associated – at least up to this 
day – with something critical, fearful, 
and somehow ill. In our perspective, 
we urge to unhinge this paradigm in 
order to deal with how human crea-
tions are used, as well as question our-
selves as to what their purposes might 
be. In this regard, Numero Cromatico 
employs natural and artificial elements 
(fabrics, pigments, flora, technological 
devices, plastic, algorithms, Artificial 
Intelligence, text, images, living be-
ings, etc.) for art production without 

any discrimination. The challenge is 
to strike a balance among all the ele-
ments while, simultaneously, achieve 
conceptual ambiguity. Rather than be-
ing stuck on the material composition 
of the artwork, the public will thus be 
encouraged to dwell on the inputs re-
ceived in a way that is not artist-driven.

The absence of meaning

At this moment in history, there is this 
urge to enlighten and communicate. 
Art does not escape such trend to the 
extent that it is obsessed with commu-
nicating personal opinions, as well as 
moral and political convictions (Pern-
iola, 2004, Chul-Han, 2022). 
The artwork, however, is a mystery in 
itself and so it has been in every single 
era – such mystery being the antithe-
sis of information. We believe that art-
works do not need to represent anything 
at all nor point to a specific meaning. 
On the contrary, they need to be open, 
overflowing with representations. The 
latter may also differ from person to 
person, from moment to moment, de-
pending on the situation in which the 
artwork is being observed. The artwork 

should be embedded with way more 
meanings than those possibly grasped 
by the viewer; it must seduce as well 
as appear ambiguous. The artwork is a 
mystery that should not conceal mean-
ings that are hidden by the artist, but 
rather foster the circulation of a myriad 
of possible interpretations. 

Scientific research

Scientific research keeps pace with art 
research, in Numero Cromatico’s view. 
Moving from the above-mentioned 
principles, we deem fundamental thor-
ough investigation of the aspects of 
perception that are triggered by the ex-
perience of the artworks we produce. 
We equally draw from the more gener-
al knowledge that comes from interna-
tional neuroaesthetic studies. What we 
know about the mechanisms underly-
ing perception activated by the human 
brain is absolutely crucial for devel-
oping and producing new artworks, as 
well as progressing with art research. 
It is precisely for this reason that, for 
several years now, we have come up 
with scientific projects to explore the 
artwork-public relationship. 

In 2019 we conducted the first neu-
roaesthetic experiment at an Italian art 
fair (ArtVerona 2019), with the aim of 
investigating how top-down process-
es influence the experience of the art-
works. The analysis and results have 
led to the publication of several sci-
entific articles (Chiarella et al., 2022; 
Gagliardi et al., 2021, 2022) driving 
our most recent art production. Being 
well aware of the force that cognitive 
mechanisms can exert on aesthetic ex-
perience, we are currently exploring 
the artwork-public relationship from 
a bottom-up perspective, as to say by 
gauging the effect of the artwork’s sen-
sory components on aesthetic experi-
ence. 

FUTURE SCENARIOS

Today we are absorbed by a network 
that digitalises our bodies, making us 
lose the ability to tell truth from false, 
changing relationships and connec-
tions between humans – these last few 
years are proof of this. In this context, 
art aesthetics and social principles 
must be reconsidered. 
This is not the place to define what art 

The future will not wait for us 
Tulips, 345 x 395 cm, (2022).

The new humanity 
Tulips, 604 x 192 cm, (2022).
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The desire for knowledge
Tulips, 345 x 395 cm, (2022).

Read and obey to passion 
Tulips, 260 x 395 cm, (2022).
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is for us, yet we can highlight some of 
the issues we will tackle in the years 
to come: the underlying mechanisms 
involved in the interaction with an art-
work; the public’s sensorial stimulation 
and perception; the use of state-of-the-
art technologies and techniques – such 
as creative artificial neural networks – 
for art production; the employment of 
the most advanced neuropsychological 
assessment tools to study artwork fru-
ition; the concept of the artwork in our 
new condition of individuals always 
connected to the digital; the artwork 
understood as a superstimulus. 
One thing we know for sure: whatev-
er art is, it must be regarded as a dis-
covery, a historical event, or a found 
solution to a problem. Every artwork 
denotes a problem to which a solution 

was found and for which, most proba-
bly, more solutions will be found. Art 
therefore cannot merely be a pretty 
painting, sculpture, or the latest tech-
nological innovation – namely images 
or texts generated by AIs – but rather it 
needs to embody a certain theoretical 
model and a vision of the future. 
Numero Cromatico’s aim is indeed to 
find new solutions. The scenarios that 
lie ahead of us are infinite and unpre-
dictable, our journey demonstrates 
that, year by year, we have faced the 
future consciously and consistently, 
implementing knowledge, speculating 
on a new type of art, and attempting at 
building a research path and an inter-
disciplinary dialogue.
* A previous version of this article appeared 
in Rivista di Psicologia dell’Arte, 2021.
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EXHIBITION PROJECT - T293 gallery

Tulips series (2022 - ongoing)

Show me where you 
have been

Show me 
where you have been. 
I will show you 
where you will be.

–
Mostrami 
dove sei stato,
ti mostrerò dove sarai.

The new humanity

The new humanity 
will depend
on the current power 
of thought 
and imagination.

–
Il futuro dell’umanità 
dipende dall’attuale 
potenza 
del pensiero 
e dell’immaginazione.

The wind of change

The wind of change 
has rolled over us.
We will be immortal.

–
Il vento 
del cambiamento
ci ha travolti.
Noi saremo immortali.

The desire for 
knowledge

The desire for 
knowledge is the 
essence of beauty.
Art is the ultimate 
life creation. 

–
Il desiderio 
di conoscenza è 
l’essenza del bello.
L’arte è la creazione 
ultima della vita. 

The future will not 
wait for us

The future will not 
wait for us.
The world we live in 
is still unexplored.

–
Il futuro 
non ci aspetta. 
Il mondo in cui viviamo 
è ancora inesplorato.

Read and obey 
to passion

Read and obey
to passion.
I will be
with you.
You are my
destiny. 

–
Leggi,
obbedisci 
alla passione
e resta con me.
Tu sei il mio destino. 

I carry you inside me

I carry you 
inside me.
You are all 
I look for:
my desire,
my dream,
my despair.

–
Ti porto dentro di me.
Tu sei tutto quello 
che cerco:
il mio desiderio, 
i miei sogni,
la mia disperazione.
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Exhibition detail
The future will not wait for us ovvero Il futuro 
non ci aspetta, T293, Rome, (2023).

The collective presented a new series 
of artworks entitled Tulips, consisting 
of large curtains made of coloured 
plastic tiles, bearing phrases produced 
by their three Artificial Intelligences – 
P.O.E., I.L.Y., and S.O.N.H. – engaged 
with the writing of poetic texts. These 
monumental artworks are installed in 
the gallery space in such a way as to 
promote diverse potential interactions 
among the public, ranging from the 
tactile gesture to the physical crossing 
with one’s own body. A “cooling down” 
of their research that at first glance may 
seem incongruous, but which, on clos-
er inspection, reveals instead a desire 
to experiment with new formal and 
conceptual solutions that enhance the 
impact – both visually and spatially 
– exerted by the new artworks. This 
is a good, conscious choice explored 
in more detail below through Dionigi 
Mattia Gagliardi’s words, the spokes-
man of a collective that now counts 13 
members and looks into the possible 
connections between contemporary art 
and neuroscience.

Where does the title of the exhibition 
come from?
«The title comes from one of the ex-
hibited artworks, which reads: The fu-
ture will not wait for us.
The world we live in is still unexplored.
It is a text written by S.O.N.H. (acro-
nym for Statements Of a New Human-
ity) – our Artificial Intelligence trained 
to write texts on the future». 

What led you to present the new Tu-
lips series at T293?
«When the gallery asked us to picture 
an exhibition project for their space, 
we immediately thought of producing 
a large installation that could relate to 
its architecture while showing our cur-
rent research. This is our first solo ex-
hibition in the gallery space, following 
an experience within the Also on view 
program in June 2022. It is a very dif-
ferent place from the contexts we are 
used to dealing with (experimental 
spaces, cultural spaces, museums). Our 
intention was to work on large formats, 
expand our research on materials, and 
introduce the concept of movement – 
intended as the autonomous movement 
of the artworks (by means of the fans 
introduced in the space) but also as 

the movement of the public within the 
space and on the artworks, through the 
possibility of touching, entering and 
moving them».

What are the new features of the Tu-
lips series and their meaning within 
your production?
«The Tulips series follows the research 
we have been carrying out over the past 
few years, which is based on the pro-
duction of artworks whose content is 
generated by algorithms and Artificial 
intelligences trained ad hoc; the study 
of materials that activate a synaesthet-
ic relationship with the viewer; the use 
of techniques to create artworks that 
aim at triggering deeper perceptive 
mechanisms; and finally, the quest for 
a balance between the natural and the 
artificial.
The artworks are made from tiles of 
door curtains belonging to the Italian 
tradition, especially that of southern 
Italy. The drawing of every single tile 
features a tulip – one of the most typi-
cal designs used for this type of curtain. 
To us, they are indeed large curtains. It 
is precisely for this reason that, in the 
centre of the room, a large theatrical 
bar holds the two curtains that can be 

physically crossed: it is an invitation to 
the public to touch, cross, and use the 
artworks».

What is the message of the exhibi-
tion and what are the thoughts you 
intend to trigger in the viewer?
«The exhibition is not embedded with 
an unambiguous message or an une-
quivocal consideration   prompted to 
the viewer. The way we see it is more 
as a tool provided to the viewer so as 
to question personal memories and be-
liefs, but also to interact with art in an 
unusual way. 
As I was saying, the exhibition is in 
fact intended as a pathway, suggesting 
that the public moves around the space. 
By moving closer to the artworks, one 
can grasp the more abstract features, 
such as colour and texture, whereas 
the drawings and texts can only be ap-
preciated when walking away from the 
artworks and by standing from very 
specific viewpoints. We were also very 
interested in the idea that the artworks 
could have their own autonomous and 
continuous movement, which is why 
the viewer can stop, look at them dance 
and listen to the sound they produce».

Numero Cromatico is an art collective 
founded in Rome in 2011, whose mem-
bers are researchers with a background 
in both visual arts and neuroscience. Its 
artistic research is based on an interdis-
ciplinary approach. The collective fo-
cuses on the most advanced studies on 
aesthetics and perception: from neuro-
aesthetics to empirical aesthetics, from 
experimental psychology to literature, 
from digital humanities to visual com-
munication. Numero Cromatico is also 
editor of Nodes – the only Italian bilin-
gual publication on neuroaesthetics.
The group is based in Rome, where an 
experimental space was opened in 2016 
to share with the public its art and sci-
entific research.

In 2019 Numero Cromatico won the 
award i10 as best independent enti-
ty during ArtVerona; in 2020 won the 
Exhibit Program by DGCC MiBACT 
and the Artribune award for best hybrid 
space in Italy; in 2021 the collective 
won Re:Humanism Art Prize, Abitante 
promoted by Virgilio Sieni CNPD, Sala 
Santa Rita Contemporanea promoted 
by Azienda Speciale PalaExpo, Italian 
Council X by MiC’s DGCC; in 2022 
won Premio Taverna by Spazio Taver-
na and was nominated Best emerging 
artist of the year by Exibart; for three 
years in a row (2021-2023) the group 
was shortlisted for the Brain Awareness 
Week grant promoted by FENS and 
Dana Foundation.

All rights reserved. No part of this issue may 
be reproduced on any form or by any me-
ans, including electronic or mechanical, wi-
thout the expressed consent of the author. 

The publisher is ready to assist right owners 
who could not be found, for any accidental 
and unintended omissions and/or errone-
ous references. 


